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Scenery i n  ou r  theater i s  organ ica l  l y 
connected w i th  the stage and i t s  shape, 
which i s  box- l ike.  Scenery has two dominant 
functions, the f i r s t  of which i s  the depict ion 
of a p a r t i c u l a r  p lace where the act ion and 
the time of the act ion unfo ld .  Thus i n  A.S. 
Pugk in ' s  Boris Godunov the scenery depicts 
not on ly  p a r t i c u l a r  locales i n  Old Russia, 
bu t  also the per iod i n  which the act ion takes 
place. Secondly, scenery a ids  the actor  i n  
h i s  performance. 
In th is  essay we w i l l  analyze the func- 
t ion of scenery i n  fo l k  theater as i t  defines 
the location and time of the act ion. 
The funct is ;~  of the representat ion of 
the p l a y ' s  locale i s  c l ea r l y  and  d is t inc t i ve ly  
f u l f i l l e d  i n  the scenery of the Czech and 
Slovak f o l k  Christmas p lays .  I n  t h i s  case 
the funct ion of scenery i s  f u l f i l l e d  by  the 
jasiik [box] ,  ins ide of which puppets o r  
a p ic tu re  depict the b i r t h  of Chr is t .  The 
jagZik i s  ca l led  e i the r  "Bethlehem" [ v i f  leem], 
o r  "a manger" and  i s  s i tuated i n  f ron t  of 
the audience d u r i n g  the en t i re  performance. 
"Bethlehemft consti tutes the scenery, deter- 
m in ing  the time and p lace of the act ion per- 
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formed b y  l i v e  ac tors  rep resen t ing  shepherds, 
angels, the three Magi ,  a n d  so on. The 
presence of "Bethlehem" on stage ind i ca tes  
on ly  in  a general  way the t ime a n d  p l a c e  
of the ac t ion :  spec i f i ca l l y ,  t h a t  the  ac t i on  
takes p lace  a t  Chr is tmas in the  a rea  where 
Chr i s t  was born;  t h a t  i s ,  in Bethlehem. Th is  
fea tu re  of "Bethlehem" a l  lows f o r  the  per -  
formance of the scene i n  wh ich  the  angel  
t e l l s  the  shepherds about  the b i r t h  o f  C h r i s t  
when they a r e  somewhere in the w i lderness  
keep ing t h e i r  sheep; t h a t  is,  away from 
Bethlehem, as wel l  as  the scene in which  
they come to p a y  homage to the  C h r i s t  C h i l d  
a n d  a r e  in Bethlehem i t se l f .  
The Slovak p l a y  "The Journey to 
Bethlehem a t  Chr is tmas" opens i n  t h i s  way. 
The shepherds Fedor a n d  Staxa (ac to rs  
dressed as shepherds) go f rom house to house 
and  ask  permiss ion of each master to p u t  
on a Chr is tmas p l a y .  An angel  en ters  the  
p lace where they a r e  rece ived a n d  says  
"Glory" a n d  then p laces "Bethlehem" on a 
tab le  a n d  s ings :  "Here, here, Chr is t ians ,  
to the manger of the  Lord."  When the  ange l  
has  f i n i s h e d  h i s  song the  shepherds, s tand- 
i n g  before the door, b e g i n  to s ing :  "Ho, 
shepherds. A s t rong  voice i s  s i n g i n g  there.  
Ar ise  q u i c k l y  a n d  see what  i s  there. W e  a r e  
not dreaming,  the  ange ls  a r e  not s i n g i n g  
tha t .  There we w i l l  f i n d  something new, 
something unheard  of."  There fo l lows a r e l a -  
t i  ve l  y long conversat ion  among the  shepherds 
of a m a i n l y  comic na tu re .  The  shepherds then 
l i e  down a n d  f a l l  asleep. An angel  s i n g s  
"Glor ia,  Glor ia,  in exce ls is  Deo!" 
I n  the v a r i a n t  g i v e n  "Bethlehem" i s  
a d i s t i n c t i v e  set t h a t  i s  on the t a b l e  in the  
chamber during the e n t i r e  per formance of t he  
Chr is tmas p l a y ,  a n d  as  was mentioned above, 
const i tu tes the scenery wh ich  i nd i ca tes  the  
time of the enactment of the  p l a y ,  the  b i r t h  
of Chr i s t ,  a n d  the  p lace  of the  ac t ion ;  t h a t  
i s  Bethlehem. 
I n  ohter  v a r i a n t s  o f  the Chr is tmas p l a y  
"Bethlehem" i s  not  on stage when the  shep- 
herds  a r e  in the  pasture .  A f te r  the  angel  
c a l l s  them, the shepherds under take  the 
journey to Bethlehem where the Bethlehem 
jaGgik i s  s i tua ted.  
The scenery i s  a d i s t i n c t i v e  a n d  integ-  
r a l  p a r t  of the f o l k  theater  s tage t h a t  deter- 
mines the ac tors '  movements. The movements 
i nd i ca te  the p lace  where the  drama unfo lds .  
A s t r i k i n g  example of such scenery i s  seen 
in the Russian f o l k  p l a y  "The Boat (Lodka) "  
in wh ich  the robbers  ac t  out  the const ruc t ion  
of a s h i p  th rough  t h e a t r i c a l  movements a n d  
create  a v i s u a l  image of a boat  in  wh ich  
they then seat themselves a n d  row, a n d  in 
which  the Cossack ataman a n d  the c a p t a i n  
wa lk .  The robbers  show, b y  means o f  a cer- 
t a i n  movement, t ha t  they a r e  j ump ing  f rom 
the boat  to the shore. Th is  i s  performed 
wi thout  any  ma te r ia l  representa t ion  on stage 
of e i t h e r  the boat  o r  the  shore. Through 
t h e a t r i c a l  gestures the  rowers show t h a t  the 
boat  i s  mov ing down the  r i v e r .  D u r i n g  the 
voyage there a r e  d ia logues between the 
Cossack ataman a n d  the  cap ta in ,  a n d  in- 
d i v i d u a l  scenes a r e  performed, a l l  o f  wh ich  
i nd i ca te  the d u r a t i o n  of the  voyage. 
Descr ib ing  the performance of the 
Chr is tmas p l a y  "The Journey to Bethlehem 
a t  Christmas," Jan Kopecky says:  "Th is  
thea t r i ca l  device ( t h e  scenery) theo re t i ca l l y  
p rov ides  u n l i m i t e d  space. The corner  o f  the 
h u t  [ i n  which  the performance takes p lace]  
i s  u t i l i z e d  as a pasture,  f o r  the shepherds 
sleep on the f l o o r  of the  room. The ange l  
awakens them a n d  they go to Bethlehem. They 
do not,  however, leave t h e i r  p rev ious  sta-  
t ion.  They wa lk  round,  r h y t h m i c a l  l l y  knock-  
ing crooks on the f loor ,  then r e t u r n  to t h e i r  
former posi t ion.  The pasture,  however, has 
now become Bethlehem. But the journey 
has been long, f o r  the shepherds a re  weary. 
Their  heads nod, they lean on t he i r  crooks, 
and f a l l  asleep on t he i r  feet. Sometimes the 
shepherds don ' t  move from the i r  p lace a t  a l l .  
They represent the i r  long journey b y  the 
knock ing of the i r  crooks." ' 
What i s  of interest  here i s  that  the 
knock ing of the crooks--that is, the sound-- 
represent ing the journey, changes the scene 
of the act ion (we could say, changes the 
scenery) ;  t h i s  transforms the pasture in to  
Bethlehem. The knock ing of the crooks, the 
sound alone, s ign i f i es  the movement of the 
shepherds. 
Folk theater, l i k e  medieval theater, 
and i n  contrast  to French Classical  theater, 
does not fol low the law of u n i t y  of place. 
On the cont rary ,  the scene of the act ion i n  
fo l k  theater changes constant ly d u r i n g  the 
performance. I n  the examples c i t e d  b y  us 
concerning the creat ion of scenery b y  the 
movements of the actors, we have shown how 
a long r i v e r  voyage i s  represented on stage. 
As f a r  as the audience i s  concerned, the 
shepherds i n  the Christmas p l a y  have made 
the journey from the pasture to Bethlehem. 
The absence of p i c t o r i a l  o r  three-dimensional 
scenery al lows the actors to change scenes 
quick1 y.  Concerning the p l a y s  dep ic t ing the 
martyrdom of George o r  Varvara,  Jan Kopecky 
writes: "While the k i n g  sat on the bench, 
the spectators were i n  the palace. When the 
actor  po r t r ay i ng  the k i n g  moved of f  toward 
the spectators, the stage was transformed 
in to  a dungeon and  the throne became the 
rack.  Later ,  when J u r i j  o r  Va rva ra  h a d  
moved aside, the k i n g  aga in  mounted the 
throne and the spectators were re turned to 
the palace."2 
The actors '  l ines p l a y  a major r o l e  
i n  the scene changes. Thus, i n  the p l a y  
, about St. Dorothy, K ing  Fabr i c ius  orders the 
executioner to " take he r  to the crossroads 
and before the eyes of a l l  cu t  off  he r  head." 
The executioner seizes Dorothy b y  the hand, 
leads her  a few steps away, and k i l l s  her. 
A f te r  this, as Theophilus reveals to the k i n g  
tha t  he i s  a Chr i s t ian  and  does not wish 
to serve him, the k i n g  orders the executioner 
to l i kewise take Theophi lus  to the crossroads 
and  cut  of f  h i s  head. The executioner ca r r ies  
out  the order, bu t  there a re  no stage direc-  
t ions to the effect that  he leads h im several 
steps away from the throne. Thus, the exe- 
cut ion of Dorothy and  Theophilus i s  enacted 
on stage not f a r  from the throne, even 
though the execution supposedly takes p lace 
a t  the crossroads. 
The almost complete lack of scenery 
i n  f o l k  theater, apar t  from the verba l  de- 
sc r ip t ion  of i t ,  i s  closely and  s t r uc tu ra l l y  
connected w i t h  the designat ion of a r t i s t i c  
p lace and  time i n  the f o l k  p l a y .  
The funct ion of the text,  which takes 
the place of scenery i n  the Russian fo lk  p l a y  
"Tsar M a ~ i m i l i a n , " ~  i s  especial ly  c lear .  
Before the duel between Zmeulan and Anika- 
voin,  a f te r  the i r  wrangl  ing, Anika-voin 
dec I ares : 
Anika-voin: What i s  t h e r e  t o  b o a s t  of i n  t h i s  p l a c e ,  
That i t  would n o t  be b e t t e r  t o  go t o  t h e  f o r b i d d e n  
g rounds ,  t o  f i g h t ,  t o  hew, 
For one t o  subdue t h e  o t h e r ?  
Zmeulan: I ' v e  long  been r eady!  
Zmeulan and  Anika-voin move of f  to the 
grounds, bu t  move i n  words on ly .  Th is  move- 
ment i s  not depicted i n  any other way. 
Fur ther  on Anika-voin, addressing the 
vanquished Zmeulan, says: 
See my c l e a n  b l a d e  
I will c u t  o f f  your head.  (Zmeulan f a l l s )  
Having cut  of f  Zmeulan's head, Anika-voin 
addresses h i s  body w i th  the words: 
S l e e p ,  s l e e p  h e r o ,  
I n  t h e  damp e a r t h .  . . . 
and immediate1 y a f te r  addressing Zmeulan's 
corpse, Anika-voin says to Tsar Maximi l ian :  
Here ,  d r e a d  M a x i m i l i a n ,  
i s  t h e  body  o f  y o u r  enemy. 
This address to the tsar  reveals that  
the meadow on which Zmeulan and Anika-voin 
have fought was somewhere not f a r  from Tsar 
Maximi l ian.  At any rate,  i t  i s  not ind icated 
e i ther  i n  the characters '  words o r  i n  the 
stage direct ions that  they have sh i f ted the 
action somewhere, and Tsar Maximi I i a n  orders 
that  p ra ise  be sung to the hero. Everyone 
(around the throne) s ings the song: 
P r a i s e ,  p r a i s e  t o  you,  h e r o ,  
F o r  y o u  h a v e  s a v e d  t h e  c i t y  o f  Anton. .  
Tsar Maximi I i a n  f u r t he r  orders the execu- 
t ioner Brambeus to "take h im (Adol f )  to the 
place of execution and pu t  h im to a crue l  
death: cut  off  the r i g h t  side of h i s  head.!' 
The spectators, however, have no idea 
where the place of execution is, fo r  t h i s  
place i s  designated ne i ther  by  the movement 
of the actors nor by  an a r t i s t i c  representa- 
t ion i n  the p lay .  The audience does not know 
whether i t  i s  f a r  from the throne of Tsar 
Maximi l ian o r  close to i t .  
The executioner Brambeus chops of f  
Adol f 's  head and then, hav ing  k i l l e d  h i s  
f r iend,  commits suicide. The stage direct ions 
ind icate  that  "Adolf and the executioner 
fa1 I . ' I  Next Maximi l i a n  summons two o l d  
gravediggers.  A footman b r i ngs  them. On the 
way to the t sa r ' s  throne the o l d  men stumble 
on the bodies of Adolf and Brambeus and  
fa1 I :  
Old men: F i e ,  t h e  d e v i l  t a k e  i t !  
What 's t h i s  l o g  d o i n g  he re?  . 
Anika-voin: These a r e  n o t  l o g s ,  
b u t  t h e  t s a r ' s  voevods [ m i l i t a r y  commanders]. 
Old men: You have a l l  t h e  t s a r ' s  voevods. 
And address ing the  t s a r  they say, "Greetings, 
Lord-Tsar Maximi l i a n  .I' 
So the p lace  of execut ion on stage i s  
shown to be  near  Tsa r  M a x i m i l i a n ' s  throne.  
A f te r  s tumb l ing  on the  bodies, the o l d  men 
greet the t sa r .  We see a g a i n  the d i f f e r e n t  
se t t ings  of the ac t ion :  the th rone of Max i -  
m i l i a n ,  surrounded b y  the cour t ,  a n d  the  
p lace  of execut ion where Adolf  a n d  Brambeus 
a r e  k i l l e d ,  wh ich  i s  n e a r  M a x i m i l i a n ' s  
throne. 
Sometimes the  s e t t i n g  i s  descr ibed 
v e r b a l l y .  The Arab  in one v a r i a n t  of "Tsar  
Max im i l i an "  e n t h u s i a s t i c a l l y  excla ims,  
We l l ,  what a p l a c e  t h i s  i s !  What garments of  many 
c o l o r s !  How i t  a l l  g lows so b r i g h t l y !  Who l i v e s  i n  t h i s  
p a l a c e ?  
to  wh ich  a l l  r e p l y :  "The Russian tsar . ' '  
We see here  n o  ind i ca t i on ,  in decor 
o r  a n y t h i n g  else, wh ich  m i g h t  cor robora te  
the enthusiasm of  the Arab.  The audience, 
h e a r i n g  these exclamat ions,  must be1 ieve the  
A rab  a n d  i s  de l i gh ted  a l o n g  w i t h  h i m  b y  the  
p i c t u r e  con jured u p  so le ly  th rough  h i s  words. 
A r t i s t i c  t ime in f o l k l o r e  d i f f e r s  r a d i -  
c a l l  y f rom chrono log ica l  t ime. The Russian 
t a l e  t e l l s  us  t h a t  " the t a l e  i s  t o l d  q u i c k l y ,  
b u t  matters d o n ' t  happen t h a t  q u i c k l y  . I '  In  
o rde r  to show t h a t  the ac t ion  occurs ove r  
a long pe r iod  of t ime ( f o r  instance, the de- 
p i c t i o n  of the l i f e  of a man f rom b i r t h  to  
o l d  age) the p l a y  in  o u r  theater  i s  d i v i d e d  
i n t o  acts, and  each ac t  i s  separa ted b y  a n  
en t r ' ac te ,  in the course of wh ich  a long t ime 
h a s  passed (severa l  y e a r s ) .  We w i l l  g i v e  
a n  example from the f o l k  drama "Tsar 
Max i  mi l i a n  .I' Tsar  Max imi  l i a n  orders  the foot- 
man to " take my e r r i n g  son to the dungeon." 
The footman takes Adolf  away.  A f te r  t h i s  the 
t s a r  asks  the footman, "Who i s  s i n g i n g  so 
mourn fu l l y? "  The footman wa lks  o f f ,  a n d  on 
r e t u r n i n g  repor ts  t h a t  i t  i s  Adolf  who i s  
s i n g i n g  mournfu l  l y . Tsar  Maximi  l i a n  orders  
t h a t  h i s  son be b rough t  fo r th ,  a n d  the  foot- 
man b r i n g s  him. The t s a r  addresses h i s  son: 
H e a r k e n ,  my d e a r  son ,  
You h a v e  s a t  i n  t h e  dungeon  f o r  f o u r  y e a r s .  
E v e r y t h i n g  t h a t  happens on stage, b e g i n n i n g  
w i t h  the  depar tu re  of Adolf  to  the p r i s o n  a n d  
u p  to h i s  r e t u r n  to M a x i m i l i a n ' s  throne oc- 
cupies r o u g h l y  f o u r  minutes, w h i l e  in the 
p l a y  Tsar  M a x i m i l i a n  i nd i ca tes  t h i s  t ime 
pe r iod  as  f o u r  years .  
Such examples of the s h a r p  d i s p a r i t y  
between chrono log ica l  a n d  a r t i s t i c  t ime a r e  
of ten encountered in  f o l k  p l a y s .  Furthermore, 
the change o f  the ac to rs '  m a k e u ~  in each ac t  
l i kew ise  shows t h a t  a l ong  t ime between in- 
d i v i d u a l  ac ts  has  passed. 
We have  shown t h a t  t ime a n d  p lace  i n  
f o l k  theater  a r e  o n l y  ou t l i ned ;  as in the 
epos, they a r e  on ly  spoken about .  I t  i s  as  
if the pro fus ion  of ac t i on  absorbs t ime a n d  
p lace.  
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